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OUTLINE OF WRITTEN MATERIALS
I TWO ASSUMPTIONS
A. The basis for this paper is faith in God as
revealed in the words of the Bible.
B. The reason for this study is man's confusion
about life as betrayed in his art.
II PHILOSOPHICAL BASIS
A. Casualty of the Twentieth Century. Man's Self
1. By denying God, man has no sense of
absolute truth or value.
2. Arbitrary standards are destroyed in con
flict by the same self-assertion that
established them.
B. The Source of Truth
1. Truth is the only criterion for autonomous
art.
2. God is the source of truth.
C. The Revelation of God through Nature
1. We are blinded to the truth because we do
not accept God's laws.
2. The finite symbol can never express the
totality of the infinite and may create
false impressions of the truth.
D. The Revelation of Truth through the Divine
Conscience of the Mind
1. The Spirit of God reveals sin by activating
that conscience.
m
2. The Spirit of God reveals truth to that
conscience .
E. The Revelation of Truth through God's Word
1. The authority of God is the guarantee of the
truth of the Bible.
2. Both rationality and mysticism are a part of
that revelation and both should be reflected
in the work of the artist.
F. Summary
1. Artistic creation is the result of God's
work in man.
2. Conclusions are given.
Ill PROBLEMS AND POSSIBILITIES OF A CHRISTIAN ART TODAY
A. Kitsch - Truth constitutes real beauty and
sensuality may or may not be present.
B. Kitsch as a Spiritual Deficiency
1. A lack of faith creates a kitsch which
either does not acknowledge the presence of
evil or does not acknowledge the presence
of good.
2. A lack of spiritual perception can't see
past the external evidence of the occasion.
3. A lack of trust tries to take the place of
the Holy Spirit in communicating the message
of truth.
C. Qualities Which Should Fill the Artist in the
Service of the Church
1. Spiritual poverty allows God to work through
the artist in revealing truth.
IV
2. Other traits are humility, a passion for
truth, compassion and understanding with
a peacemaker's pure heart.
3. The balancing of praise for God's work and
a holy hatred of evil is necessary to pre
sent a full view of the truth.
4. Creative intuition is imitation of the Holy
Spirit's working in our lives.
D. Artistic Creativity Defended
1. God is too small if one fears to usurp His
power by man's creative activity.
2. Style is mostly amoral.
3. Individuality is not necessarily self-
assertion .
4. The Old Testament tabernacle artist and
Christ are examples of creative intuition.
E. Symbols for a Christian Art
1. Symbols need to be remolded for this day and
age.
2. The Bible can still be a basic source of
symbols .
3. Christ is the symbol of life.
F. Representational vs. Non-Objective
1. It is possible but difficult to use a
representational style to express th'e
spirit of truth because of modern man's
image sated eye and because of the trap
of realism for the painter.
2. Non-objective art may touch inner chords
not reached by realism but at the same
time be unable to give any explanation
for that resonance.
3. Non-objective art is not anti-nature,
anti-God or anti-man.
Art in the Service of the Church
1. The iconoclastic controversy hopefully is
ended.
2. The theme of Christian art merely lays a
strong true foundation for the work of art
3. The determination of the Christian cause
overcomes gentleness not by dominant
mastery.
IV ABOUT THE PAINTINGS
VI

I. TWO ASSUMPTIONS
The first assumption upon which this paper is
built is the personal faith of its writer. Every world
view no matter how scientifically proved or socially
approved is, in the final analysis, believed as a result
of faith. Therefore I feel justified in using my faith
as the basis upon which this paper is built. Though I
have studied other philosophies of religion and life,
only falsehood could result from an attempt to speak of
art and life from their viewpoint. The rule of thumb
for all artists is that they bear in the-ir own heart
the image of the thing they are trying to
express.1
That faith is in God as revealed in the words of
the Bible. While many people consider this viewpoint
too narrow, I would like to show that the fundamental
Christian faith provides the most comprehensive and
unified expression of man's total self and as such
could provide rich sustenance for the value starved
art of today.
The second assumption involves the way I unite
art and the religious philosophical world view. Art
is an expression of man and reflects how he sees his
world, himself, life, meaning, etc. But, because of
the confusion in man about his life and being, I feel
that it is important to first consider and deal with
the problem and then the manifestation.
II. PHILOSOPHICAL BASIS
CASUALTY OF THE TWENTIETH CENTURY: MAN'S SELF
No matter how we 'strut' upon the stage of life
we must acknowledge that we are a needy people. We
depend upon the air for life breath, the ground for
sustenance, reason to order our existence and spirit
to give it meaning. Most of all as a result of the
disobedience of man toward God we need to know truth
about ourselves and God. We have lost the sense of
who we are because we have denied the truth of who God
is and who He has made us to be. This need is partic
ularly evident in twentieth century man. In the past
the common acceptance of the Christian world view pro
vided an identity for man to relate to God, others, and
Himself. However that common belief and acceptance is
gone because man's explanations of and additions to
basic Christian truth have proved false.
The man of European based society believes that
God is nonexistant, has died or is not concerned in the
affairs of men. This leaves him open to mechanistic
philosophies of ordering the universe. Modern science
has told him that he is an arrangement of atoms and
electrical impulses which in no way differ from animate
or inanimate objects and is physically or psychologically
determined. Therefore neither man nor any other living
thing has any unique identity and the words 'meaning'
and 'value' --in fact all words--drop from our vocabulary.
This phenomenon will be discussed later.
There are two basic reactions to this world view.
The first is merely to accept obliviion. Since by ac
cepting nothingness you do away with all standards, ab
solutes and even opinions, it is almost impossible to
form any discussion of truth. The second reaction is
to try to assert a unique individuality. With this
reaction truth becomes a source of conflict. In
dividuality is an attempt to affirm our existence.
But in fact this unharnessed individuality actually
has the opposite effect. Instead of establishing
who we are, it robs us of one of the few remaining
crutches that support our ego: our relationships to
others. Without God there is no foundation on which to
base our decisions about how to live. The result is
that everyone does what is right in his own
eyes.2
Conflict tends to break down any feeling of relation
ship we hold to other human beings and robs us of our
identity as a part of society. With conflict comes the
defeat of those arbitrary values which we have set for
ourselves. We see the results,
In government and in morals the base is gone
and the hedonistic, subjective whims of a 51%
majority, or elite, are all that is left. Only
sociological averages and arbitrary judgments
remain .
This is why the search figures so largely in modern
literature and art. Some of these themes include
"exile, the wasteland, the descent into Hell . . .
the death of God . . . the broken center, man's vertigo
. . . the quest for justice . . . k
THE SOURCE OF TRUTH
The topic of truth must be discussed because it
is at the heart of the dilemma of man and his art today.
Because the stylistic basis that characterized art
criticism and directed artists has almost ceased to
exist; " truthfulness is the only criterion for
autonomous art, . . We no longer judge art to be
art by its technical prowess, by its realistic por
trayal or by stylistic considerations. We might ap
preciate its sensuous beauty. But above all we ask if
it is a valid statement by the artist about his inner
or outer world. However no absolute answer can be made,
Just because a work may strike a chord in your being
does not mean it will do so in the next person.
So let us talk about truth from the Christian
viewpoint. God is the source of all truth. Absolutes
are the result of His nature and work upon which we can
base our lives. Some of those attributes which seem
most important in dealing with men are holiness, justice,
righteousness, compassion, and mercy. This is where we
start to find truth. "The fear of the Lord is the be
ginning of wisdom, . . The word fear is used in
both the archaic and modern senses of the word. It
means to recognize the holy nature of God and to worship
in reverent awe. It also means to be afraid or scared
because a true vision of God reveals our own sinfulness
and acknowledges God's righteous judgement. We unite
with universal truth when we obey the second half of
the couplet ". . . to depart from evil is understanding."7
With this basis we can find out truth about our infinite
and finite lives.
THE REVELATION OF GOD THROUGH NATURE
God is the source of truth and we must see things
from His viewpoint. But how is God revealed to man and
through what may man reveal Him to others? There are
three major mediums through which truth is revealed:
through nature, through the divine conscience of the
mind, and finally through the revealed word of God.
There are probably many other mediums but these are
the most commonly accepted ways that truth was and is
being sought.
In the past especially in the Middle Ages, man
has looked to nature to see God in its workings and
order. This was a valid effort. Romans 1:20 says,
For since the creation of the world His invisible
attributes, His eternal power and divine nature,
have been clearly seen, being understood through
what has been made, so that they are without excuse.
Two problems stand between us and a true per
ception of nature and the transmission of that truth
to another. The first is an unwillingness to accept
God's laws. Thus we blind ourselves to the truth. As
a result we have people speaking of the inability of
man to truly perceive his environment. ". . . obser
vation, experimentation, and recording are all personal
activities and that all knowledge is personal
knowledge."9
The second problem involves our finite nature
and our tendency to pigeonhole or categorize things
and ideas in an attempt to control ourselves and our
environment without God. These problems become obvious
when we try to transmit truth by the use of signs and
symbols. A symbol is created not by " . . . producing
resemblance to something but rather (by) suggesting an
affinity or spiritual relationship to what is not shown,
. . But there is a breakdown in communication when
symbols are extremely personal and introspective as they
are today.
The second problem is characterized by the "sign"
systems of the Middle Ages and of today.
'Signum', on the other hand, has suggested direct
correspondence, unambiguous relationship, efficient
instrumentality. In man's attempt to discover order
in his universe there is undoubtedly a place for
both 'signs' and 'symbols.' But if the sign-system
once gains pre-eminence it gradually reduces man to
a function of its own operations. The closed system
becomes the master rather than the servant and the
search for the movement towards a complete corre
spondence between 'sign' and 'operation' becomes a
movement toward equilibrium and death.
The symbol systems that we create even when
truthful are finite and can never express the totality
of the living God or His work. At best they express
the truth of one aspect of His working. If we look at
them as expressing the whole, as signs, and try to con
fine God within those limits then they lead to false
interpretations .
The symbol can be made to turn in upon itself,
to become confined and concentrated within its
original limits. The symbol then becomes a monu
ment. It still may provoke admiration. (But) it
in no way leads to the worship of the living God,
1 2
This was the very problem with the symbolism of
the Middle Ages: the arbitrary and meaningless character
it soon accrued.
The sense that all things were related to one
another because in the last resort they were all
mystically related to God was a noble one and men
were reluctant to abandon it. Yet with the ex
pansion of knowledge and experience, the connections
of the new with the old became increasingly diffi
cult to define and this resulted in symbolism be
coming a kind of pastime, a solving of riddles, an
attempt to gain control of one mystery by the aid
of another.
"The Book of Nature, he (Calvin) believed, had
been constantly misinterpreted and distorted and had
ultimately been used as the excuse for unlimited false
hood and superstition."14
Today instead of the mystics of the Middle Ages
we have the machine mentality of mathematicians, sci
entists, politicians, etc. This machine mentality has
its proponents in the area of art among those Vasarely
who lays heavy emphasis on the cause-effect relation
ships of perception.
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So a distinction is made between the closed and
open systems of thought and communication. I believe
the way we look at our world and our personal relation
ships toward ourselves and God cannot be a closed in
strumental relationship without the acknowledgement of
what appears to be randomness and indeterminacy. The
Spirit of God is flowing through us and creation working
to reconcile us to Himself. The Spirit often acts in
ways that break the boundaries of our thoughts. Part
of our faith is an openness of response to the manifold
workings of God.
The truth lies in looking at nature from God's
point of view. The sign symbols He creates do have a
'direct correspondence' and 'instrumentality.' They
have certain readings which can be pinned down. But
their implications especially when speaking of the in-
fininte God can never be fully explored. From God's
viewpoint nature's sign symbols have an 'unambiguous
relationship' to truth about God and His character.
From our viewpoint the symbols have growth and living
indeterminacy. This idea of the sign-symbols of God
will be a factor when talking about the written and
living Word of God.
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THE REVELATION OF TRUTH THROUGH THE DIVINE CONSCIENCE
OF THE MIND
Truth can be found in the divine conscience of
the mind. But man today is not at all sure that that
part of his being really exists. The Bible in speaking
of the Gentiles says that
. they show the work of the law written in
their hearts, their conscience bearing witness,
and their thoughts alternately accusing or else
defending themselves,
Even the primitive tribes which have not contacted or
been influenced by 'civilization' have a sense of
morality and justice as a part of the ordering of
their living. It is only the confusion of sin and the
rejection of absolutes which makes us doubt the presence
of that divine conscience.
Even if we deny its presence and try to distort
its principles, it still remains within to haunt us
with the vision of who we ought to be. The great
syndrome o f the twentieth century Angst I believe can
find its base in the unresolved guilt feelings which
result from sin against our true moral nature.
(Twentieth century) . . . man has guilt feelings
but no true moral guilt because there are no
absolutes before which a man is, or can be,
morally guilty. Guilt geelings are all that
12
are possible. But biblically, all men stand truly
morally guilty before God because each has delib
erately sinned.
It is part of the work of the Spirit of God
to convict the world of sin. Without this work of
conviction we can find no resolution for the guilt
feelings we experience except to vainly push them down
into your subconscious and try to forget them. God
does not desire to hold our sin over us but He wants us
to repent and to be released from the guilt of sin.
He loves us and wants always to draw us back to be
one with Himself and ourselves. The law exists, it
cannot be changed. He shows the truth to release us
from the bondage of sin. This returns us to the
second most important work of the Spirit of God: "He
will guide you into all truth; . . The presence of
the Spirit of God in the discovery and understanding of
truth will be considered at various times throughout
this paper.
Though couching it in different terms, many
artists today are looking to this inner self for the
truth. The most reliable expression of truth for them
becomes that which is from within their minds or has
been filtered through their mind. This is a source of
truth, however, it may also merely reveal falsehoods
13
on the subconscious and spiritual levels.
THE REVELATION OF TRUTH THROUGH GOD'S WORD
God does communicate in many ways. But the
ideas and speech forms of language seem to hold a
special place in that revelation. Today man sees
words just as he sees the symbolism of Medieval Art:
as very arbitrary designations of objects which have
no special metaphysical relationship to the objects
and actions they describe. Yet even today meaning in
language will almost always be conveyed. Words do
have power to hurt or to heal, to instruct or destroy.
The question is: from where does this power come? I
believe that the answer lies in the history of mankind
as found in Genesis. One of man's first responsibilities
was to name each of the creatures of the earth. The
names that Adam called the creatures, God also called
the creatures. God, by indicating His approval for
those names, was verifying the correspondence between
the word and its content. It was by His authority that
the Word was a truthful communication of the object.
When we deal with people on a day-to-day basis the
words that are spoken are not nearly so important as
the person who says them. If the person that is speaking
is a trustworthy person we can believe that his state-
14
ments are true. But we do not have absolute surety be
cause people change in their convictions and sometimes
are ignorant of all the facts and moved by things beyond
their control. God does not waiver in His convictions.
He knows all the facts and there is no situation He is
unable to control. But man has rejected God. This
clarifies the problem of today's language. There is
no final authority that stands behind it saying that
it is true. By rejecting God, man has also rejected
the authority base for his rational communication with
God and man. All that remains is a consensus of opinion.
God places His approval upon His word, the Bible,
saying it is a truthful communication of Himself and
His work.
But know this first of all, no prophecy of Scripture
is a matter of one's own interpretation, for no
prophesy was ever made by an act of human will,
but men moved by the Holy Spirit spoke from God.
Again we see the Spirit of God transmitting meaning
and truth. When the Bible says all scripture it is
referring to the biographical, historical, legal, moral
as well as the philosophical and spiritual parts of the
Bible. It is false to accept occasional "transcendental"
truths which men are willing to pull out of it. The
Bible is a whole. The whole tells the truth. To accept
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only a part is to distort the facts. Christianity calls
for a belief in the very specific content of the Bible
because God has put His authority there. Therefore it
is wrong to deny to a Christian artist his/her right to
reflect that content in some manner.
I stress the idea of content because it is the
presence of that specific content which implies the
rational nature of man's and particularly the Christian's
relationship and communication with God and man. We
find that the Bible has a rational thought structure and
not just a spiritual one. This is important because
twentieth century man has rejected rational thought
especially in the area of religion. First man rejected
God and established his own falsehood as true by the
use of irrational processes. But man needs God or at
least a sence of God to exist so he rejected his own
autonomous form of rationality and replaced it with an
irrational faith; a hope of reconciliation to God with
no direction or basis. This is the leap spoken of by
Kierkegaard.
Christians know why the non-Christian must leap.
He must leap because he has been made in the image
of God. No matter how far he is separated from
God by false intellectual systems and by his guilt
and his sin, he has not become non-man. He is still
made in the image of God even though he is a rebel
and separated from God.19
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Much of Christianity and art has become irra
tional. It has become contentless and very much like
Eastern religions except that it continues to sense
its loss. It creates a faith with no content. It
also creates a hope with no reason and a love with no
power source. Speaking of that unreasoning hope:
". . . the conviction of damnation is all that is left
of
faith"20 ". . . to affirm something in defiance of
Hell."21 As a result we get such statements as this
about Abraham Rattner:
While Rattner seeks a resolution of the oppression
he feels, he knows there is no resolution except in
the morality of the act or in the idealistic im
plications which the themes of his paintings sug-
2 2
gest.
He allows himself to be a product of this world by
believing there is no meaning in anything except his
own actions and that there is no realistic hope of
reconciliation to God or justice for this world.
An irrational faith tends to be a bit selfish
and loveless. It often takes the attitude 'You must
find what works for you. No one can really help
you. ' Even when it is selfless it tends to fall short
of the real demand for love. It cannot believe the
whole example of Christ. Nor does it have the power
17
to follow that example,
But whereas Daumier's fraternal kindliness and
humanistic religion are conditioned by the love
of the Republic and of humanity according to the
gospel of the men of 'Forty-eight' the charity of
Rouault who was an avowed Christian, penetrates
beneath the surface and strikes at the very heart
of what is most incomplete, most imperfect, and
vulnerable in all of us. (Speaking of Daumier's
faith) it was perhaps less capable than Rouault's
of including the employer as well as the employee,
the judge as well as the man condemned to die.
It is only by the Spirit of God that we can ever
live in the example of Jesus Christ. And it is this
very thing that we are commanded to do- -become like
Christ.
Though I have emphasized the rational elements
of God's dealings with man there is also a mystical,
mysterious side to that relationship.
Christianity is not only a scholasticism, but I
would insist strongly, that it is the highest and
only true mysticism, because it is the only mysticism
that allows man to come into contact with God as a
whole man without leaving the intellect hanging
outside .
2 k
The truth is in the coexistence of both ratio
nality and mystery. The greatest mystery of Christianity
is that God became flesh. Not just that He could but
that He loved us enough to do so. The need for and
the possibility of the Holy God becoming man to reconcile
18
us is perfectly rational but the actual occurrence is
'wonderful' (archaic usage).
Have this attitude in yourselves which was also
in Christ Jesus, who, although he existed in the
form of God, did not regard equality with God a
thing to be grasped, but emptied Himself, taking
the form of a bondservant, and being made in the
likeness of men. And being found in appearance as
a man, He humbled Himself by becoming obedient to
the point of death, even death on a cross.25
It is this mystery which reconciles us to God and our
world as well.
The Word of God (as Jesus is called in the scriptures)
took flesh at Nazareth, and from that moment every
gesture in every trivial household task became
divinized. Until the end of time the Word will
penetrate and permeate every small detail of our
human existence. There is nothing in life that
the Holy Spirit cannot transfigure for us--nothing
that we can put aside as impossible for us to trans
form.26
However if we are unwilling to accept the co
existence of rationality and mysticism we come up
against the same problem that the church has had through
the centuries. At various times and places the Christian
church believed that Jesus Christ was either humanly
divine or divinely human not that he was divine-human.
The first belief created Arianism. Arianism promotes
a pseudo-Christian humanism that conceives God's per
fections as the perfections of the creatures magnified.27
19
This was the great temptation for the work of the academic
painters, especially of the Renaissance.
The second viewpoint created Docetism. Docetism
says that the spirit is holy but the flesh is evil.
With this view we are boxed out of the nature that God
has created for His own and our enjoyment. This can
result in a denaturalization or stylization of the
material world. Most often it is a destructive force
against art. It is only when we allow both the rational
and mystical elements to coexist that we start to get
a true view of ourselves and our enviornment. Con
cerning the translation of that truth into art: there
are no pat answers except to rely by faith on the Spirit
of God's working through an individual artist bring
ing meaning and life to that work.
Before citing my conclusions to this topic I
would like to consider one more corollary resulting
from the truth of God: meaning and value in many of
the works of men. I do not negate the value of works
that have been done mostly by non-Christians throughout
the ages. While modern day artists do question this I
affirm that they do have true value and worth. A state
ment by Andre Malraux betrays this attitude as well as
20
his unreasoning hope,
The greatest mystery is not that we have been flung
at random among the profusion of the earth and the
galaxy of stars, but that in this prison we can
fashion images of ourselves sufficiently powerful
to deny our nothingness.28
This may have surprised Andre Malraux, but to the
believer in the living personal God it is the logical
result of His creative work: man made in His image.
Part of that nature is the ability to create with
authority and bring worth to those creations. Sin has
in most cases not totally destroyed that image but only
warped and misdirected it. The value still remains.
I also consider artistic creation the manifesta
tion of the mercy of God calling the world to Himself.
James 1:17 says that every good and perfect gift comes
down from the Father of Lights with whom there is no
shade or shifting shadow. The consistency of God's
being points to another facet of this topic. The laws
by which God has brought this universe into being will
exist until the end of time, till the judgement. Even
though we reject the law to love and obey God. We may
still obey secondary laws of existence and reap their
appropriate rewards in this life. America for example
was reaping the rewards of its Christian based principles
21
But with the disintegration of the principles comes the
disintegration of the rewards and of the society. This
is where the responsibility of the Christian lies: to
be a total person reconciling his total world.
Let me conclude by summarizing exactly what all
this means to the artist. He knows that there is a
realistic hope of being reconciled to God, to the
universal that he is fiercely seeking. He knows that
it is possible to perceive true truth in his environ
ment; this includes the use of all his senses, his
physical being, his mind, his emotions, his heart,
faith or soul. He knows that absolutes do exist, that
there is meaning and value both in his own life and in
the images he is creating. He knows that communication
does exist and that as a result of the Spirit's work
in the world he may have an effect for good upon those
around him and a meaningful dialogue with others on
many levels of existence. He also knows that he may
use any style from historical realism to abstract
expressionism to communicate and that the Bible is
also the source for truth though the idioms used may
probably not be those of the past. This is exciting
for it opens the whole universe to man and nothing is
forbidden except direct disobedience to God which by
contrast seems a very shallow and illusory reality.
III. PROBLEMS AND POSSIBILITIES OF A CHRISTIAN ART TODAY
KITSCH
It is difficult to define kitsch since it has
so many manifestations. Instead of a definition I will
repeat a description of its action. "The kitsch system
requires its followers to 'work beautifully, ' while the
art system issues the ethical order 'work well.'"29
Immediately we are faced with the question, "what is
beauty?" Thomas Aquinas has said that "It is knowledge
that makes the work beautiful."30 The knowledge of
which he is speaking is the underlying truth or validity
of the work. The Bible shows God pronouncing His handi
work not 'beautiful ' but 'good.'31 Beauty especially
in the area of art seems more allied with the moral
judgement than with the aesthetic.
If truth is the criterion then both the presence
or absence of sensuality may be beautiful.
For what is beauty? And hasn't this long mis
understood word been much Overworked? Suffering,
tragedy, fright fulness , all that touches and moves
us, all that hurts because it arouses our conscience,
lends us added depth and enlightens us about our
selves; in other words, the tormented, scandalous,
dreadful elements of life are a part of beauty, as
22
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much as the consoling, diverting, charming, pretty,
delectable elements
are.32
Because of the great turmoil and conflict that has
characterized the twentieth century, there is a certain
element of artists who shun all that is traditionally
beautiful and concentrate on the power of images which
are ugly and evil. This is the spirit which tends to
dominate the works of the German Expressionists. How
ever if that ugliness represents only the curse and
not the possibility of redemption for man in God it is
presenting a false view. One such artist that appears
to exhault all the evil effect of sin is Ivan Le Lorraine
Albright. The images are powerful and perhaps not kitsch
but certainly grotesque. The work of Rico Lebrun is
just shy of this in that it does not gloat in the evil.
If these images are directed at the redemption
of man they have a potential for good. One quote which
reflects this view comes from Friedrich Theodor Vischer.
The rough and ugly image is of more service to it
than the beautiful one; it does not draw the spirit
out into the fulness of the world, where it can
enjoy itself in freedom, but throws it back upon
itself with a violent shove.
Asceticism, the stripping of self is important as a
cleansing acitivity in the search for and obedience to
24
the truth, allied to a radiation of spiritual splendor.
This was the viewpoint of the early Christian and Byzan
tine era. But a by-product of that asceticism was a
certain spiritual aura. This aura can be seen in the
art of these two eras.
While the more ascetic image may indeed have
many positive elements I also reject the idea that the
more traditional "beauty is no longer possible unless
it is a lie or an exiled truth."31* The world was created
with great beauty as was man. In spite of the evil,
creation still retains much of that beauty. We were
created with a good sensuous nature. However, if that
sensuality refuses to acknowledge the presence of evil
it becomes kitsch. If it is worshiped for its own sake
it can become pornography. My conclusion to this point
is that both a total lack of sensuality as well as the
singular presence of sensuality can be equally kitsch.
Finally it is the truth of both the content of a work
of art and the style which is used to trasmit that content
which constitutes the beauty of the image.
KITSCH AS A SPIRITUAL DEFICIENCY
The type of kitsch in which I am most interested
is Christian kitsch. Pie-Raymond Regamey gives three
areas in which Christian kitsch tends to flourish:
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One: "sentimentality," "unreal aspirations" and "evasions
of
reality," Two: "anecdotal or chronological concerns,"
Three: "didacticism,"55 The first of these is partially
the result of the problem of sensuous beauty mentioned
earlier but he sees them in terms of a spiritual or
theological deficiency, a lack of faith. Many people
think of Christianity like a lollypop. You accept it
and it appeases your needy but greedy soul. It soothes
all the hurt away. But like the lollypop this type of
'gimme-gimme' religion is only diverting our attention.
These people shy away from all images which might dis
turb their illusions and call them to compassion. This
type of art tends not to acknowledge the presence of
evil or to draw a sharp distinction between good and
evil saying good is totally good and evil is totally
evil.
To digress I would like to make one comment on
behalf of the Christian's hope and joy, the difference
between sentimentality as mentioned above and a realistic
hope. The Christian does have a realistic rational hope
of reconciliation to God. But that pathway always leads
"through the valley of the shadow of
death."36 I also
realize that only a painting which is true to its own
culture and milieu in any time will be close enough to
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the universal to touch us today. So it is necessary to
tread a very careful path working from the hope, but, in
the culture of hopelessness.
Pie-Raymond Regamey's second area of kitsch re
sulting from a lack of faith or rather a lack of spiritual
perception is a concern with the "anecdotal or chrono
logical . "
The superficial mind ... is interested only in the
external trappings of the episode, and never gets
to the bottom of what is signified. All it wants
is local color.
The meaning and spirit is obscured in the rendering.
The third area of kitsch listed by Pie-Raymond
Regamey deals with 'didacticism."
The concentration on the teaching function of
art comes from another form of insufficient faith,
which tends to lose the essential mystery through
a preoccupation with schematic formulas and clear
cut analysis. In that moment the infinite act
of ethical striving is suddenly stopped, and the
infinite ethical demand is degraded to a mere
3 9
cooking recipe.
Faith is a living and active recreation of ourselves
by the Spirit of the living God. Too often I find
myself attempting to control and channel all elements
of painting to help make the 'moral' visible and ef
fective. Both the moral and the painting lose out.
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There is the point at which we must rely upon the Spirit
of God to bring meaning and life to the work.
QUALITIES WHICH SHOULD FILL THE ARTIST IN THE SERVICE
OF THE CHURCH
Spiritual and aesthetic poverty is one of the
problems that the artist is consciously faced with to
day.
Having done away with the imitation of the antique,
with formulas of style, rhetoric, and so on, the
artist could be forced to invent his art again in
each new work. The artist is a poor man in front
of his task now. He has to begin with nothing in
the very catacombs of art.
It is no longer safe to make any assumptions about what
art should be and how it should look. As I have said
before, the only criterion for art today is inner truth.
Christian truth leads us not only to the value we
retain as creations of God but also to the emptiness
of our lives without God. This can be very distress
ing. In speaking of the reason why Georges Rouault
chose prostitutes for subjects Charles Journet says
that
The prostitute is the mirror in which all our
cowardliness, all our self-indulgence is reflected
(And it will be seen that this is how Rouault was to
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paint her.)
She reaches the point when she sells love, the
love for which every creature thirsts as parched
earth thirsts for water: human love, love of God,
love of dignity that was deposited in her the day
her immortal soul was created, the day she was re
deemed through the cross of Christ. Truly her
poverty is a mirror-image in despair of the poverty
of the saints .
"* J
Real spiritual poverty can be a positive thing
if we acknowledge its presence in our lives. Jesus
indicated this in Matt. 21:31. In speaking to the
self-righteous Pharisees he said, "Truly I say to you
that the tax collectors and harlots will get into the
kingdom of God before you."1*2 It is only after rec
ognizing your need that you can do anything about it.
We can attempt to ignore the emptiness inside or we can
fill that emptiness with Christ and His rich love. If
we ignore Christ then we will attempt to fill that gap
with something else. Most often we become more and
more self -centered.
The painter who seriously paints his own actions
has to be totally self -centered ; the attitude is
not conducive to religious painting, any more than
it is to landscape painting, portrait painting, or
for that matter, abstract compositions in which
composition itself is important.
But when Christ's love fills your life you keep
giving away parts of yourself to others. This is the
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true intent of the old parable "You shall reap what
you sow." If you continually give away that grain of
self it will return to you blossomed and ripened into
fruit which will overflow above the emptiness that
Christ has already filled. This is the basis for the
traits which Pie-Raymond Regamey feels should fill the
artist in the service of the church; "meekness and
humility," "passion for truth," "mercy and compassion,"
"understanding with a peacemaker's pure heart."1*1*
Though I will not give any further comment on these
attitudes in the life of the artist, because I feel
that they are mostly self-explanatory, you should not
underestimate their importance. I believe that these
are the keys to successful living and not just artistic
creation.
PROPHET VERSUS PRIEST
Throughout history there have been two basic
reactions to the presence of good and evil. In religion
we consider this to be two reactions to the manifestation
of God among us. "The fact that God has naturalized
Himself in our human world would draw art into a kind
of
euphoria."1*5The priest devotes his time to worship
and service. This kind of attitude is characterized by
praise. In its pure form it is totally focused on God
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not exalting self but God. It is this type of art which
can most often slide into kitsch.
Praise is not the whole truth. Petition is also
a part of our lives as a result of our finite state.
Jesus was without sin yet He had to pray to the Father
for help. We have an even greater need because of our
sin. This is where the prophet enters: to reveal sin
ans to proclaim judgement.
Priests have always stood for order and stability,
the maintenance of things as they are; prophets
have always produced disorder and change and hoped
for things as they should
be.1*6
The issues of sin have been so long clouded that
sometimes it takes the judgemental light of God to make
clear the evil of sin. This attitude characterized the
early work of Rouault. The holy hatred of evil should
be an integral part of our lives.
The presence of evil, which infuriated him, held
nevertheless every attraction for his art. Be
cause he saw things darkly, he painted darkly.
Fortuous contours and ungainly forms were charged
with revealing the raw physical nature of sin . .
It was a journey into Hell, but with faith in
redemp t ion .
I believe that the truth lies somewhere in the
use of both together. The living example is found in
Christ in the words "Christ Crucified."
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'Messiah,' the encapsulation in a single word
of the noblest memories and highest hopes of the
Jewish people: ' es t auromenos ,
'
crucified, the
encapsulation in a single word of the lowest
depths of human degradation imaginable in Hellenis
tic culture. We must accept the irreconcilable
demands of a Christian art, those which come from
the height and proclaim Christ's glory and those
which come from the depth, from the depth of all
wretchedness and from the kenosis of Christ.1*9
It is the challenge of creative balance between good
and evil which can make Christian art the most exciting
of creative activities today.
Beyond this point I would like to do double
duty by considering a further trait which is necessary
for any artist (creative intuition- imitation by way of
the Holy Spirit's working in our lives) and at the same
time begin to answer some questions about art in the
mind of many Christians.
ARTISTIC CREATIVITY DEFENDED
The Judeo-Christian beliefs have a long history
of conflict with the arts especially in representational
sculpture but also painting. Let me preface what
follows with a simple statement: Creative visual
images have a power equal to, or greater than words.
The same unity of livingness that characterized
primitive cultures in the use of words was even more
evident on a wider scale with the visual image. The
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image was believed to partake of the essence of the
thing it represented. So that the people believed the
image was the god. God wanted His children to have an
understanding of who He really was and that His vast
power could not be conveniently boxed into an image
made by man.
So God laid down the edict: "You shall not make
for yourselves idols, nor shall you set up for yourselves
an image or a sacred pillar, nor shall you place a
figured stone in your land to bow down to it; for I am
the Lord your God.50
It is the same lack of vision, the same small
view of God which questions creative activity today and
asks if we presume on God's creative powers. But this
question arises out of the art of the modern world
which tends to transmit reality in nonrepresentational
or
"distorted' forms. It is the nonrepresentational
painter which is accused more often of reshaping God's
creation. I cannot say that this may not be the un
conscious purpose or result of some painter's work.
In most cases this is not the intent but rather an
attempt to truly perceive the environment. It is
true that after man had rejected the blind faith of
the Middle Ages he started to look for truth in places
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that were separate from the world system of religion.
But truth isn't just housed in religion. The impres
sionistic and cubistic break-up of space which is so
foreign to our daily visual and tactile experience was
an attempt to see and record the way we really perceive
nature; to break it up that we might be able to under
stand it. Cubism was partially an attempt to unravel
the mystery of dimensional objects and to understand or
see the total object from one point of view. Though
some of the visual language does not help us to under
stand it does help us recognize the mystery of our
physical presence. I realize that it does have many
other facets and reasons for existing which may be used
for good or ill. But in itself almost no style is
moral or immoral.
When we consider the Genesis account of man's
beginning on earth we find that part of man's work on
earth was to rule, to put order to the earth. He was
in fact to shape what God had left undone on purpose
so that man could work. In this he was to be imitating
God. God had created an unformed and
unfilled51
matter
and then He put order to it, dividing it into atmosphere,
water masses, land masses, and creating in the midst all
living things. So that man was to be imitating God's
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actions by bringing social order (not a different order
but God's order through man) to the creation.
Another trend in conjunction with the stylistic
transformation of the modern world is the intense in
dividualism which characterize so much art. It is true
that some images are so personal that they cannot com
municate to anyone except the artist. Even he doesn't
always understand them fully. He certainly can rarely
verbalize their presence. But it is not always self-
assertion that motivates this uniqueness. "His in
dividualism is, likely as not, simply part of the
mystical quality of his creation, and not at all due
to a simple determination to be original and different."52
This winding road has brought us to the final
quality which I feel must fill the artist in the service
of the church; creative
intuition- imitation as a re
sult of the Holy Spirit's working in the artist's
life. The word intuition means a true perception of
the world or one's inner environment. There is an
air of mystery about this whole process because one is
hard pressed to pin down from where such an intuition
comes. Many artists consciously and unconsciously
acknowledge the action of the Spirit of God by speak
ing of a creative work as a gift mysteriously given to
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them.
It is at this level that we may be very open
to the Spirit of God in our lives and work. However
there is also the Spirit of Evil which also functions
on this level. So that the so-called transcendental
nature of a work does not necessarily make a work of
art true but may merely reveal the conflict of good
and evil on a higher level and the presence of false
hood even on this plane. The sacred character of art
depends on the presence of holy fear and love.53 These
two have been described previously. Simple "tran
scendence . . . can be immoral, purely instinctive and
even
perverse."51*
One way of thinking about creative intuition has
probably come from either Platonic or Eastern philosophy,
"What is painting? It means recreating things in our
minds according to divine models, rendering them ap
parent by means of the
brush."55
This has the possibility of being in perfect
harmony with the way the Christian should look at
creative intuition: as imitation of the Spirit of God
working in our lives. An explicit occasion of this
happening occurred at the making of the tabernacle in
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the Old Testament:
Now the Lord spoke to Moses, saying, See, I have
called by name Bezalel, the son or Uri, the son
of Hur, of the tribe of Judah. And I have filled
him with the Spirit of God in wisdom, in under
standing, in knowledge, and in all kinds of crafts
manship, to make artistic designs for work in gold,
in silver and in bronze, . .
They were to construct the tabernacle according to the
pattern that God set. But what does a cherubim look
like since it is an invisible, spiritual entity. There
fore the Lord picked a man and filled him with His Spirit
that He might create a true image to represent an entity
that had no physical form.
Let us consider the creative work of Christ.
Christ speaks about his imitation of God: "The words
you have given Me I have spoken." The only difference
between Christ's life on earth and ours was that He had
a sinless nature which allowed Him to see the teachings
of the Old Testmanet, of nature and of His own divine
conscience unclouded by any false assumptions. I do
not believe that He had any supernatural wisdom for it
says that He emptied Himself to become incarnate. So
that the words He spoke and the miracles that He did
were the creative result of sinless perception of the
same testimonies of God that we have in our grasp today.
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Christ is our example. But we must follow Him or at
least follow the principles He set forth which have been
mentioned already. Fra Angelico puts it this way--"If
you would paint the things of Christ you must live with
Christ."57
We are to be imitators of God. But since that
teaching takes a different form in each of our lives
that imitation will be a unique activity for each of
us and may appear very individualistic. One excellent
example of creative intuitive transformation is the
work of Alfred Mannessier.
More and more I wish to express man's inner
prayer. My subject matters are the religious
and cosmic impressions of man confronted with the
world. In every way my paintings seek to be the
testimony of a thing lived from the heart and not
the imitation of a thing seen through the eyes.
SYMBOLS FOR A CHRISTIAN ART
Symbols may be thought of as the imitation and
encapsulation of a specific truth and a means of trans
mition to others.
To conserve and freshen old truths is a constant
task in religion. All communication is more or
less symbolic. Symbols addressed to the eye and
to the ear add weight to those which merely address
5 9
the mind-
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By the very fact that the arts of painting and sculpture
enter our consciousness by a different sense they com
plete another dimension of our lives that seems a little
more attuned to the emotional side of our natures.
It is however the freshening of old truths that
interests me most. To do this we must use symbols
which communicate today. We cannot use the symbols
of yesterday or those of today as they stand for they
are full of falsehood. The determinancy of the machine
system is generally a false system and brings hope
lessness and despair to all who accept it as true.
This is why it is important that we remold symbols and
recreate them to speak truth. We cannot use the symbols
of another age but we must use the symbols in current
use to create the image of the truth as it shows its
face today. God took the symbols of the Hebrew and
Greek language and remolded and reinvigorated them
into symbol signs giving them new richer meanings.
We must also realize that it is up to each individual
culture to create its own symbols for the Spirit has
worked in different ways in different cultures.
On what basis can we create our symbols? On
the word of God and its sign symbols. My reasons for
claiming this distinction for the Bible have already
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been considered earlier in the paper. God has testified
to its validity, in many ways, through the fulfillment
of prophecy, through the words of Christ, through the
words themselves; these bring life. To which I can
testify. Simply through reading what at first appears
to be only facts and doctrine, eventually becomes worship
and mystery and has the ability to constantly renew the
spirit. The Psalms have been a source of renewal for
Christians and non-Christians alike through the ages.
But if you will not accept this then at least
accept the living Word, the symbol of God Who was sent
from God, Jesus Christ, for it was by His work that we
have the way of salvation of reconciliation to God.
SYMBOLISM IN THE CONTEMPORARY WORLD
It has been the unique and peculiar claim of the
Christian faith that the incarnate Christ is the
ordering symbol of universal nature, the dying and
rising Christ is the ordering symbol of the uni
versal history of mankind. A body, a living organism,
not a manument nor a machine, is the symbolic struc
ture which for the Christian integrates and co
ordinates all other
'natural' symbols.60
It is this which gives us the perspective on
our life in the midst of creation and our sacrificial
relationship to those around us. It is this potency
that gives us a truthful and powerful basis for the
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symbols we create today.
For a more concentrated study, read Traditional
Symbols and the Contemporary World.
REPRESENTATIONAL VS. NONOBJECTIVES
I would like now to deal with realistic repre
sentational imagery and also abstract and nonobjective
painting, citing the positive and the negative on both
sides. The reason that I would like to make this point
is first as a reconciliation of the artist to the
totality of sylistic possibilities for Christian art
and second as an apologetic of art to the average Christian.
One of the major problems with realistic repre
sentation is the loss of the holiness in the spirit of
the image. We tend to see only the physical form. "The
West sees in images only instruction, education, edifi
cation; the East, on the other hand, sees mysteries which
effect
salvation."61In the West images are generally
accepted as ironic which quenches their power still more.
As Pere Deman has well observed, these actions are
not really lived by the spectators who are only 'in
a state of
comedy.'This 'ironic' character of
images in relation to life has today increased to
such an extent that we might almost speak of their
, . 6 2demise .
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It takes the super realistic or the supremely
ugly to rouse us out of our catatonia. To substitute
for the lost holiness of God we try to judge what God
is by magnifying and multiplying what man is. Un
fortunately you will never reach the infinite by
multiplying the finite. It takes an infusion of the
holy, the infinite Spirit of God to make the image
reach. When it is not reaching, expression of the
holy becomes a humanistic expression of holy feelings.53
Within the diversity of the way that God deals
with us there are some who are able to use a repre
sentation style to illuminate a universal truth and
there are some who are not able to do so.
I have always suffered from the deformation that
I imposed on the human figure. It was the truth
of Rouault, of Picasso and many others, but it was
not my truth. It was a caricature of what I in
tended to portray. Expressionism, the communica
tion of an inner feeling, of suffering, by an
individual grimacing, I have practiced it, but
that has become unbearable to me and very super
ficial. I have given it up.
Rouault used a meld of representational subject
matter and Expressionistic style to create images of
great power, spiritual unity and aura. "Rouault 's
reality, therefore, . . . , is a reality of vision,
not of
observation."65
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"The religion of the Incarnate Word requires
that iconography be fundamentally an elucidation of a
narrative."66 This statement is a bit too narrow but
I believe that the incarnation does say that there can
be a place for historical and representational impli
cations or undercurrents and images. The realities
are revealed in the ethical moral actions of others
who have dealt with these same problems within an
historical and societal setting.
Concerning Graham Sutherland's War Paintings:
He believes that if he could have reduced the
degree of realism he could have painted better
pictures. My self, I am not convinced that his
reasoning is correct. For the strength of these
paintings as war pictures lies precisely in the
fact that they were produced under the pressure
of events, that they are clear and concrete, and
that for this reason they communicate something
of the reality of the time not only to ourselves
who lived through it but to those who come after
and will want to
The society that we live in is a part of the
way truth is revealed to us; therefore it is important
that they understand our society to judge the truth
of our solution.
Now let us turn to a consideration of abstrac
tion. Some people consider abstraction an artificial
oversimplified system that declares itself the enemy
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of all other historical art forms.68 This artificial
oversimplified quality could be true of any painter.
Abstraction can both help us perceive the diversity
of creation by taking a single idea and revealing its
many facets or strip away the diversity of things to
reveal their unity. It is certainly not the enemy of
past art forms because it includes ". . . many of the
characteristics of the sacred art of the past: these
forms are often non-representational, nonrational though
highly intellectual, hieratic, and abstract."69
Another objection to abstract art is the lack
of content. It is true that specific catechismical
content may be beyond it but meaning and truth occurs
on all levels. And truth remains truth no matter how
small the grain. It is the Holy Spirit of God which
will direct you into all truth. It is God's Spirit which
gives meaning to the work.
It is true that the danger of anarchy and con
fusion has increased since nonrepresentational art,
but let us be honest and admit that the values of
the world of art have been debased, even lost long
before the advent of this new
tendency.70
On the contrary this could be a blessing in disguise
for reasons discussed under the topic of spiritual
poverty. Our need for absolutes continually confronts
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us
Finally nonobjective or abstract art is not anti-
nature. One of the best examples to negate this view
point is again Alfred Manessier. His work has an
. affiliation to nature, its structures and
texture, its moods, its effects of coldness and
warmth, light and darkness, of the seasons. The
very rhythms of life, rather than to constructive
elements derived from science and technology
which, although emphasized in our present age
represent only one side of reality, the man-made
side, . . . time bound as it is and rational, set
against the feeling of eternity the perpetual of
organic growth. Only the seeing eye can realize
that there is no contradiction between imitating
nature in its activities and discarding natural
forms .
There are two things that I find particularly
attractive about abstract nonobjective art. The first
characteristic is its introspective effect upon the
artist. If this is used in a non-selfish manner it
reveals man's need. Man cannot make sense of his
outer world if his inner world is confused and chaotic.
The second trait I appreciate about abstract
art which also applies to expressionism is a certain
humility which does come as a result of true intro
spection, because we do not have the comforting pleasure
of the beauty of naturalism nor does it have the ar
rogance of realism.
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Now let us finish this discussion session by
dealing with the things that artists fear about art in
the service of the Church. I believe, or at least hope,
that the iconoclastic controversy which characterized
reformed movements has died. However the Protestant
tradition still tends to retain the stark atmosphere
of the early church while the Catholic tradition is
not far from worshiping the statues and images. It is
possible that artists may fear to have their work caught
in the crossfire. I can offer no hope except that the
Christian churches may finally be learning how to love
each other as Christ loved. However I don't believe
that this dissention is the main drawback to artists.
Today's artist fears Christian art because it
. . . is already double committed. It is first of
all essentially tied to its thematic material and
determined by it. Second it is in the service of
j j 7 3
a determined cause.
Both of these statements are essentially true but in
the first statement you conjure up the image of a bond
that chokes and restricts the artist. Actually it is
more like the open framework of a beautiful house.
You can already see the foundation, the beams of support
which give it strength and stability. But it is the
praises to God and the trials overcome that slowly
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build the walls. Without the foundation, the beautiful
house would fall and the interior rottenness behind the
bright facade would be exposed.
The second statement speaks of determination.
This word again conjours up histories of atrocities
committed in the name of Christ, not remembering that
Christ was humble, meek, gentle and that His triumph
was the result of this total abdication to Himself.
But the wisdom that is from above is first pure,
then peaceable, gentle, and easy to be entreated,
full of mercy and good fruits, without partiality,
and without hypocrisy.
It is the determination of the Sun in the parable of
the Sun and the Wind's contest to see who was stronger
by proving who could remove the wayfarer's coat. The
Wind blew and blustered but the man wrapped his coat
around him more tightly. The Sun shone gently and
the man removed his coat and basked in the sunlight.
Let me finish this discussion with this quote:
. . . the infinite transcendence of Christian truth,
together with the fact that it is bound up with
everything of value in this world, gives Christian
themes a special aptitude for becoming the personal
7 5
property of the Artist.
IV. ABOUT THE PAINTINGS
There has always been a conflict in my painting
which is finally starting to be resolved. My first ob
jective in dealing with painting has been the trans
mission of ideas through the medium of paint. I see
little value in painting done solely for the sake of
painting. In the past I have had little regard for the
painting as a visual image. I found that this lack of
regard cheated not only the sensuous viewer but also the
thoughtful one. I also felt my own dissatisfaction with
the painting increase when the moral was emphasized to
the exclusion of aesthetic considerations.
In the four paintings illustrated in this paper,
I feel moderate satisfaction at the balance of these
two elements. I probably will always feel that my
paintings say too little in terms of moral content
although I have barely begun my creative activities.
With the advance of skill, wisdom, visual perception
and life experiences these two elements may become more
closely united. The things written in this paper will
be my guide and goal, not just for the next year or
even five years but for the rest of my life.
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The Begonia painting is the most successful in
terms of both the painting itself and the transmitted
message. This is curious to me because it has in it
the least 'information' of the four paintings. Yet
the joyful life force which radiates from the plant
is the most universally understood of the messages of
the four.
The Woman in the Mirror is perhaps the most per
sonal statement among the paintings. While the attitude
is not the same as the others, I feel it is successful
because of the autobiographical nature of its content.
I have long lived with the issues of self-condemnation
and hatred vying with self-love and have searched for
the truth concerning both. This is a problem all people
unconsciously have. The purpose was to bring the con
flict out in the open. Not long after painting this I
realized that it was only by learning to love and obey
God that I could love myself and be freed from this
conflict. I had realized my own true worth in God's
estimation both high and humble.
The Child's Room is successful because it por
trays a certain atmosphere of quietness and order, a
lack of pretension and an innocence of evil. All this
is somehow not kitsch. I believe that it escapes being
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kitsch because it is taken directly from real life and
is unstaged to intensify any moral which might be drawn.
The Evening Reading is the least successful of
the four paintings. There appears to be a certain staged
quality in spite of my efforts to prevent it. In spite
of this I feel that it radiates an attitude of a quiet,
peaceful community drawn together by love, not fear or
demand.
Throughout my time here I have tried to deal with
such ideas as guilt, a lack of love for others and self
and comfort in sorrow. Yet most of these themes seemed
to elude me as visual images. I seemed unable to por
tray them with pictorial integrity. I found that al
though at times my life had been marred by evil, that
joy, peace and loving relationships had characterized
my life. This is why three of the four paintings have
a quiet joyous aspect.
I praise God for His mercy in giving me such a
background. I have no fear of what sorrows or evils
may come to me in the future. They will only serve
to give added depth and compassion and cannot take
that joy from me. It flows too deep and can never be
dried up at its source, Who is God.
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